The decree permits MacMillan to submit his Exercise (that is, his compositional thesis) "notwithstanding" the usual examination requirement. According to paragraph 4 of the regulations, the extremely rigorous exam consisted of five separate written papers, namely:
Harmony and Counterpoint in not more than eight parts. Double and Triple Counterpoint. Original Composition, including Fugue in not more than six parts. Instrumentation. Musical History.
The same paragraph provided that
The Examiners may at any time before the close of the Examination require the attendance of any Candidate for such further examination, whether oral or written, as they may think desirable .. . A small fee is to be paid and the completed Exercise (or thesis) deposited with the assistant registrar. Fine print in the statutes specifies the length and format of the Exercise, and the style in which the score is to be copied out. 4 There was no such thing in 1914 as Canadian citizenship or a Canadian passport; Canadians were "British subjects." A Canadian visitor to the Bayreuth Festival that summer, MacMillan was arrested at the outbreak of the War as an "enemy alien," and he spent the next seven months in Nuremberg under restraint and, for part of that time, in a prison cell. In March 1915 he was transferred to Ruhleben (ironically, "life of rest"), a huge racetrack near Berlin that had been converted into a civilian prison camp, where he remained until his release in late November of 1918. His life had already been an eventful one, as he recognized in the essay entitled "History of My Life," which he submitted to his modern-history professor at the University of Toronto at the age of eighteen. 5 But the Ruhleben interlude-lasting more than three-and-a-half years-was unexpected and tough. As he told an interviewer many years later, he "didn't really understand how much a war could affect civilians. In those days one thought of war as something that happened to the other people." 6 In no earlier European conflict, indeed, was non-military involvement of much concern.
Ruhleben was the largest of the many German camps in the War, housing a population of between three and five thousand British civilians, and reportage about it began accumulating in the first year of its existence. Inmates came from many different backgrounds and cultures. During the first few months there were crises and hardships-a near-riot, shortages of food and fuel; but at length a largely self-run society of considerable complexity took shape, some of whose political intricacies recall The Lord of the Flies. The arts were widely represented. A letter written from the camp by two professional musicians, the composer Benjamin Dale and the tenor and songwriter Frederick Keel, to the composer-conductor Sir Alexander Mackenzie appeared in the London press and in the journal Musical Opinion in early 1916. Forty-two musical internees are listed, with their ages; included are nine composers, eight singers, two conductors, six pianists, four violinists, two cellists, one flutist, two organists and eight "students." MacMillan, aged twenty-one, appears among the composers. Dale and Keel sketched for Mackenzie the musical life of the camp:
We keep our hands in by doing some teaching, ... a work of charity and benevolence, for we don't get any extra jam on our bread! We have formed a musical society, we have had some concerts and recitals. There is quite a good string quartet. There have been also some lectures on music, and in fact there is a course going on at present on modem musicians which is of so advanced a character that only a few can hope to keep up with it ... We musicians have built a shed in which we hope soon to get a piano .. ?
One of the conductors was F. Charles Adler, whose later career took him to the United States. It was Adler who organized the first camp concert, on 5 December 1914 (before MacMillan's arrival); this was so well received that a continuing series of Sunday-night orchestral programs was established. At its height, there were performances of works as elaborate as the Verdi Requiem (with all-male chorus, of course). Inevitably, rivalries developed (one result of the formation of the "musical society" was that "Adler* s monopoly [over programming] was broken" 8 ), while some prisoners found the musical fare too highbrow (a correspondent to the camp newspaper refers to the musical leaders as "long-haired devils," and asks, "Can nothing be done to muzzle these people?" 9 ). During his months of detention in Nuremberg, MacMillan the composer had completed three of the four movements of his String Quartet in C Minor. Curiously, there is no record of a tryout by the camp quartet. He had had virtually no experience in what was later to be his main musical vocation, conducting; but in retrospect Ruhleben can be regarded as the forming crucible of his talent in that sphere. He led the orchestra in original satirical revues with titles such as Don't Laugh and Legs and the Woman, and is described in one account as the musical director of a camp cabaret known as the "Ruhleben Hippodrome" 10 (a wry reminder, perhaps, that the prisoners slept on straw in former horse-stalls). At the end of 1916 the camp theatrical and musical forces combined for a production of The Mikado which ran for three weeks. A cast photo (figure 3) depicts the venue, the former racetrack grandstand; the young musical director is in the centre of the second row. Obviously, the female roles were all taken by men.
MacMillan also directed classical repertoire, as one of eight musicians who took turns conducting the camp concerts.
11 His letters home reveal his growing realization that conducting was the musical task he had most aptitude for, and most enjoyed. The Overture is MacMillan's most ambitious orchestral movement, lasting slightly over ten minutes.
20 Godfrey Ridout's commentary calls this the best part of England, and finds its chromatic harmonies "Straussian." 21 "Tristanesque" might be an equally apt term: a recurrent passage obliquely refers to the opening motive of the Wagner opera (example 1).
Example 1: MacMillan, England, Overture, letter T ("Tristanesque" reference derived from "tranquillo" secondary theme)
Whether derived from Wagner or from Strauss, the piece is organized around a fanfare-like main motive (example 2). There is a prevalence of half-diminished and augmented chords, and the continuity is both aggressive and propulsive: all but four of the first thirty-five bars feature downbeat dissonances. Part 1 introduces a new leading motive (example 4), and in the choral and baritone-solo passages which follow there are references to two elements from the Overture-the fanfare and a drum-tap motive.
Example 4: MacMillan, England, Part 1, opening phrase Part 1 concludes with a six-part fugue-one of the score's contrapuntal highlights. The subject (example 5) features a drop of a seventh, and the governing harmonies, while tonal, are unpredictable and unconventional. If it is sometimes said that the British connection is an evidence of "colonial subordination," nothing could be further from the truth. The "colonial" point of view no longer exists as a factor in our national life and is held by no thinking Canadian. Carl Morey, instigator of that latest revival, has written of his long pursuit of the full score and parts for England. 25 1 can add a postcript to his account: in mid-1995, Novello and Company retrieved a copy of the full score presumed lost. A fair ink copy in the hand of the publishers' staff copyist, this score includes emendations in MacMillan's hand, with a note: "I have pencilled in a few suggested changes and the parts have been altered accordingly. E. C. M." The note, undated, is written on memo-paper imprinted "Sir Ernest MacMillan." Clearly the composer made these changes after 1935, the date of his knighthood-perhaps for his January 1941 performances in the Toronto Symphony subscription series. That score has been added to the MacMillan Collection at the National Library of Canada, Ottawa. The Collection includes two other holograph full scores, a holograph piano-vocal score, and the composer's sketches. The two full scores are identical in content but one is a rotograph print, white on black. When MacMillan tried to get back what he called his "original MS.," in 1919, he was told it was "beyond recall," and "under the Bodleian rules ... cannot be removed from the University Archives"; the rotograph, made for him at that time, was "all that is available." 26 However, while at Ruhleben the composer had gone to the considerable labour of copying the whole thing out twice. The holograph piano-vocal score contains a few changes, and seems to have been prepared with the Novello publication in mind. In 1995 two substantial sections of England were reproduced as part of volume 18 in the anthology series The Canadian Musical Heritage. 21 The Toronto Mendelssohn Choir, the organization MacMillan conducted from 1942 to 1957, will present a full revival of England during its 1999-2000 season.
MacMillan had entered Ruhleben with aspirations as a composer. The main works of his prison years-the Quartet and England-were to remain the largest productions of his creative output. He left the camp with a firmed-up ambition, and with growth of personality and musical experience to back it up, as a conductor and musical leader. England remains a significant relic of his wartime rite of passage, and a classic of the Canadian choral repertoire.
Abstract
The Canadian composer-conductor Ernest MacMillan wrote England, an Ode, for chorus and orchestra, in a German prison camp in World War I, and was awarded a D.Mus. by Oxford University for it, in absentia. The score is examined alongside background documents, including MacMillan's unpublished memoirs, for its ambitious musical features, its conformity to the degree specifications, and the influences it suggests (MacMillan studied works by Debussy and Skryabin while incarcerated, and received advice from a fellowprisoner, the composer Benjamin Dale). The choice of text, a decidedly imperialistic poem by A. C. Swinburne, is measured against MacMillan's later association with Canadian cultural nationalism.
